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abstract
HOW DIFFERENT WOULD OUR ENVIRONMENT BE IF ARCHITECTURAL SPACES WERE
REALLY DESIGNED WITH THE INTENTION OF CREATING AN EXPERIENCE FOR ITS
USERS?  WHILE EXPERIENCE IS OFTEN A STATED FEATURE IN VARIOUS DESIGNS,
IT IS DIFFICULT TO KNOW IF IT IS ACTUALLY REALIZED WHEN THE FINAL PRODUCT
IS A SMALL SCALE MODEL.  THE ULTIMATE GOAL OF THIS PROJECT IS TO CREATE
A FULL SIZE INSTALLATION TO EXPERIENTIALLY ENGAGE PASSER-BYS IN AN EXISTING
SPACE.  IN AN EFFORT TO REALIZE THIS GOAL, MANY ADDITIONAL QUESTIONS
EMERGE.  FOR EXAMPLE: WHAT IS AN EXPERIENCE?  HOW DO YOU CREATE AN
EXPERIENCE?  WHAT GUIDELINES DETERMINE THE FORM OF THE INSTALLATION?
AND WHEN A SPACE IS DESIGNED PURELY FOR THE EXPERIENCE OF ITS USERS IS
IT STILL ARCHITECTURE OR DOES IT BECOME SCULPTURE?  THE PROCESS OF
REACHING SOME ANSWERS IS QUITE DIVERSE AND THE RESULTING DIALOGUE IS
VARIED AND INTERESTING.  EVERY DESIGN PROJECT IS AN OPPORTUNITY TO
CREATE A SPACE THAT INTERACTS WITH ITS USERS.  ARCHITECTS HAVE THE
OPPORTUNITY TO ENGAGE PEOPLE WITH AN ENVIRONMENT THAT IS NOT JUST THE
BACKGROUND TO THEIR EXPERIENCES, BUT A PART OF THEM.
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background
DURING THE RESEARCH PHASE OF THE
PROJECT SEVERAL SMALL STUDIES WERE
DONE TO BEGIN THE DIALOGUE
CONCERNING EXPERIENCE, AND TO
CONTINUE ASKING QUESTIONS.  THIS
INSTALLATION WAS AIMED AT MAKING
PEOPLE AWARE OF THE IDEA OF
EXPERIENCE IN A WAY THAT ENGAGES
THEM PHYSICALLY AND INTELLECTUALLY,
THUS BEING AN EXPERIENCE OF SORTS
IN AND OF ITSELF.
Some spaces affect you.
Other spaces combine
     with things/events to
     affect you.
Still others are merely
     backdrops to
     things/events.
Thats the reality of the
     built environment.
Without all levels of
     diversity in
     experience, there
     would be no value to
     any of them.
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A live creature
interacting
physically,
emotionally, and/
or mentally with
environing
 conditions
THERE ARE THREE KEY PHASES OF AN EXPERIENCE:
INITIATION, CONFLICT, AND CONSUMMATION IN
CONSCIOUSNESS.  IT IS VERY IMPORTANT THAT THE USERS
HAVE A CHOICE AS TO THEIR LEVEL OF INTERACTION WITH
THE INSTALLATION.  THIS PRODUCES THE MENTAL AND
PHYSICAL BEGINNING OF THE ENCOUNTER THAT MUST BE
ACHIEVED TO SET IN MOTION A MEMORABLE EXPERIENCE.
WHAT IS EXPERIENCE?
EXPERIENCE IS A WORD THAT IS OFTEN THROWN AROUND IN ARCHITECTURE
PRESENTATIONS, BUT WHETHER OR NOT THE SO CALLED EXPERIENCES WOULD
REGISTER AS SUCH WITH THE RECIPIENTS IS HARD TO DETERMINE WHEN THE
ULTIMATE REALIZATION OF THE PROJECT IS A SMALL SCALE MODEL.  HOW DIFFERENT
WOULD OUR ENVIRONMENT BE IF ARCHITECTURAL SPACES WERE REALLY DESIGNED
WITH THE INTENTION OF CREATING AN EXPERIENCE FOR ITS USERS?  THIS
PROJECT WAS AN INSTALLATION TO EXPERIENTIALLY ENGAGE PASSER-BYS IN AN
EXISTING SPACE, AND AN EXPLORATION OF THE ANSWER TO THIS QUESTION.
EXPERIENCE CAN BE DEFINED AS A LIVE
CREATURE INTERACTING WITH
ENVIRONING CONDITIONS, AN
INTERACTION THAT IS PHYSICAL,
EMOTIONAL, AND/OR MENTAL.  IT CAN
BE OF TREMENDOUS IMPORTANCE OR
VERY SLIGHT, AND IS DESCRIBED WITH
ADJECTIVES OF INTERPRETATION.  FOR
AN EXPERIENCE TO STAND IN THE MIND
OF THE BEHOLDER AS SUCH IT MUST
NOT BE TOO AUTOMATIC/FAMILIAR;
EXPERIENCES ARE NOT CASED IN
BEGINNINGS AND CESSATIONS BUT
WITH AN INITIATION AND CONCLUDING,
THERE MUST BE CONSUMMATION IN
THE CONSCIOUSNESS OF THE
PARTICIPANT (DEWEY 40).  THE
DIVERSE PHASES OF THE ENDURING
WHOLE DEVELOP MOVEMENT TOWARDS
CONSUMMATION.  THEY ARE
CHARACTERIZED BY STRUGGLE AND
CONFLICT (AGAIN, PHYSICALLY,
EMOTIONALLY, AND MENTALLY) FOR THE
USER, BUT THERE IS A SINGLE QUALITY
THAT PERVADES THE WHOLE, AND THE
DIFFERENT COMPONENTS OF THE
EXPERIENCE EXIST IN UNITY WITH ONE
ANOTHER.  SPECIFIC ENEMIES OF
EXPERIENCE ARE THE HUMDRUM,
LOOSE ENDS, AND SUBMISSION TO
CONVENTION IN PRACTICE AND
INTELLECTUAL PROCEDURE
(SUBMITTING FOR NO GREATER REASON
THAN THAT IT IS CONVENTION, IS A
GREAT RIVAL OF EXPERIENCE).
  10           B. ARCH.  THESIS MAY 2003
HOW DO YOU CREATE AN EXPERIENCE?
SHOWN HERE IS AN INTERACTIVE EXHIBIT BY CHEN ZHEN
RESULTING FROM THE CULTURAL REVOLUTION IN CHINA
AND LOOKING AT CONFLICT AND MISUNDERSTANDING IN
AN ENGAGING POWERFUL WAY.  BEATING DRUMS MADE OF
ORDINARY FURNITURE WITH INSTRUMENTS OF OPPRESSION
(POLICE CLUBS AND FRAGMENTS OF GUNS AND
AMMUNITION) AND KNOWING THE CONTEXT OUT OF WHICH
THE WORK WAS CREATED ENGAGES YOU PHYSICALLY AND
EMOTIONALLY (ZHEN).
(ZHEN) (ZHEN)
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Things are experienced but not in such a way that they are
composed into an experience (DEWEY 35).
Writer, composer of music, sculptor, or painter can retrace, during the
process of production, what they have previously done.  When it is not
satisfactory in the undergoing or perceptual phase of experience, they can
to some degree start afresh.  This retracing is not readily accomplished in
the case of architecture  which is perhaps one reason why there are so
many ugly building.  Architects are obliged to complete their idea before
translation into a complete object of perception takes place... Every work
of art follows the plan of, and pattern of, a complete experience, rendering
it more intensely and concentratedly felt   (DEWEY 51).
WHAT CATCHES YOUR EYE WHEN YOU LOOK AROUND?
OUR EYES ARE ALL DRAWN TO DIFFERENT THINGS, AND
OUR REACTIONS TO THEM ARE EVEN MORE UNIQUE AS
THEY STEM FROM PAST INFLUENCES.  THIS DRAWING
REPRESENTS AN EXERCISE IN SEEING, AND ULTIMATELY
COMMUNICATING WHATS BEEN SEEN IN A WAY THAT IS
UNDERSTANDABLE TO THE AUDIENCE.
JONATHAN BLOCK FRIEDMAN
ADDRESSED THIS ISSUE IN A SECTION
OF HIS BOOK ENTITLED THE POETICS
OF MUSIC, HE SAID, THAT MUSIC,
LIKE OTHER FORMS OF EXPRESSION,
IS A WORK THAT RESULTS FROM ITS
CREATORS DISCOVERIES (94).
DISCOVERIES COME FROM OBSERVING
SOMETHING WORTHY OF NOTE IN
COMMON THINGS, AND FROM DRAWING
INSPIRATION FROM THEM.
CREATING AN EXPERIENCE MEANS
CRAFTING AN ENVIRONMENT THAT
ENGAGES PEOPLE.  SUCH AN
ENVIRONMENT IS THE OUTCOME OF THE
DESIGNERS DISCOVERS AND AN
OPPORTUNITY FOR OTHER PEOPLE TO
MAKE DISCOVERIES AS WELL.
ENGAGING PEOPLE OFTEN REQUIRES A
NARRATIVE FOR THE PARTICIPANTS TO
FOLLOW ALONG WITH, A STORY THAT
ENGAGES AND ILLUMINATES THE STORY
BEYOND, A STORY THAT IS FOOD FOR
THOUGHT AND DISCUSSION.  IT IS
CRUCIAL THAT THE WORK BREAKS
DOWN THE PHYSICAL AND EMOTIONAL
DISTANCE BETWEEN THE EXHIBIT AND
THE VISITOR (HANLY 79).  SUCH A
STORY NEED NOT BE WHOLLY
UNDERSTOOD BY EACH PERSON; THE
WAY THE STORY IS PERCEIVED IS NOT
AS IMPORTANT AS THE FACT THAT IT
GETS THE MENTAL ATTENTION OF THE
ONLOOKER, AND TRANSFORMS HIM/
HER FROM A DETACHED WITNESS TO
AN ENGAGED PARTICIPANT.
FRIEDMAN ALSO SAYS THAT
INVENTION IS NOT CONCEIVABLE
APART FROM ITS ACTUALLY BEING
WORKED OUT.  EXPERIENCE CANNOT
BE DESCRIBED AS SUCH UNTIL IT IS
TANGIBLY REALIZED; IN THIS AREA
THERE IS NO SUBSTITUTION FOR FULL
SCALE, IT IS IMPORTANT TO SEE HOW
PEOPLE RESPOND.  FURTHERMORE,
PEOPLE CAN INTERACT WITH AND
DISCUSS A BUILT PROJECT IN A WAY
THAT IS NOT POSSIBLE WITH SMALL
SCALE REPRESENTATIONS.  WHEN
DEALING WITH A PHYSICAL
REALIZATION OF THE INTENTIONS OF
THE DESIGNER IT IS POSSIBLE TO BEGIN
A DIALOGUE WITH THE AUDIENCE
ABOUT PERSONAL PERCEPTIONS AND
INTERPRETATION.
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A mode of composition
that does not assign itself
limits becomes pure
fantasy (FRIEDMAN 99).WHAT GUIDELINES DETERMINE THE FORM?
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THE GLASS VIDEO GALLERY IN GRONINGEN, BY BERNARD
TSCHUMI IS AN EXAMPLE OF THE WAY THAT THE CHOICE
OF MATERIALS AND THEIR CONNECTIONS HAVE A
SIGNIFICANT IMPACT ON THE DESIGN OF THE SPACE
(PAPADAKIS 40).
THE MINIMAL BUDGET AND TIME SPAN FOR THIS PROJECT NECESSITATED THE CHOICE OF MATERIALS THAT WERE READILY
AVAILABLE, EASILY ASSEMBLED, AND REASONABLY LOW IN PRICE.  THE CHOICE TO EXPOSE MATERIALS THAT ARE RARELY LEFT
UNCOVERED WAS AN EFFORT TO AVOID CONFORMING TO CONVENTION WHILE STILL USING MATERIALS THAT MET THE ABOVE
QUALIFICATIONS.  TO AVOID UNDERMINING THE NATURE OF THE MATERIALS THE SURFACES WERE INTENTIONALLY LEFT
UNTREATED.
CREATIVITY ONLY EXISTS IN THE
CONTEXT OF LIMITATIONS; THE
DESIGNERS DISCOVERIES DO NOT
COME TOGETHER INTO A RECOGNIZABLE
FORM EXCEPT AS A RESULT OF THEIR
INTERFACE WITH RESTRICTIONS.
PROJECT BOUNDARIES NATURALLY
PRESENT THEMSELVES; THEY RESULT
FROM CONSTRAINTS SUCH AS BUDGET,
WHICH IN TURN INFLUENCES MATERIALS
EACH OF WHICH AFFECTS THE OVERALL
FORM, CHARACTER, AND BUILDABILITY.
  14           B. ARCH.  THESIS MAY 2003
THE ARTS AND JOURNALISM BUILDING IS A PLEASANT ADDITION TO THE CAMPUS, BUT AS A BUILDING THAT HOUSES ART,
SCULPTURE, AND THE STUDENTS THAT CREATE IT, IT IS LACKING CHARACTER; JUDGING BY THIS PICTURE, THE SITE COULD
JUST AS EASILY BE A MENTAL INSTITUTION.  THE WORK BEING DISPLAYED IS CONFINED TO THE DISPLAY CASES SEEN ON THE
NORTH WALL OF THE CORRIDOR, LEAVING THE STERILE NATURE OF THE PASSAGEWAY EXPERIENTIALLY UNAFFECTED.  AN-
OTHER INTERESTING FEATURE OF THE SITE IS THE TWO BENCHES THAT ARE BOLTED INTO THE MIDDLE OF THE CIRCULATION
SPACE (SEEMINGLY INCLUDED BY THE ARCHITECT TO ENHANCE A LINE THAT WOULD ONLY BE OBVIOUS IN THE FLOOR PLAN,
WHICH IS NOT THE DIMENSION IN WHICH BUILDINGS ARE EXPERIENCED).  THE INSTALLATION HAD THE OPPORTUNITY TO
BEGIN ARTISTICALLY CLEANSING THE SITE BY JUXTAPOSING ANGLES, VISUALLY TEXTURED MATERIALS AND THE LIKE AGAINST
THE BARREN WALLS, AND BY SETTING ONE BENCH EXPERIENTIALLY AGAINST THE OTHER TO DRIVE HOME THE POINT.
AVERAGE SIZES ASSOCIATED WITH THE HUMAN FIGURE
(HOKE 7).
THE GOAL OF ENGAGING USERS
IMPOSES CERTAIN RESTRICTIONS AS
WELL.   SCALE, FOR INSTANCE, THE
SIZE AND PROPORTION OF THE FORM
MUST BE RELATIVE TO THE SIZE AND
PROPORTION OF THE USER THAT IT IS
ATTEMPTING TO CONNECT WITH (THE
EXACT RELATIONSHIP DEPENDS ON
WHAT TYPES OF REACTION THE
DESIGNER DESIRES  SHOULD THE
SPACE FEEL INTIMIDATING OR
COMFORTABLE, AND SO ON).
CHOOSING A SITE THAT IS EASILY
ACCESSIBLE TO A VARIETY OF PEOPLE
IS A KEY COMPONENT OF ENGAGING.
FURTHERMORE, THE SITE WILL LIKELY
ORDER OTHER THINGS SUCH AS SIZE
(ESPECIALLY CONCERNING ABILITY TO
TRANSPORT), DURABILITY, AND
PERHAPS EVEN THE DESIGN
VOCABULARY.  THE CHARACTER OF THE
CHOSEN LOCATION CAN ALSO
INFLUENCE THE PROJECT.  FOR
EXAMPLE, THE DESIGNER MUST DECIDE
IF HE/SHE WANTS TO BLEND WITH THE
CONTEXT OR MAKE A STATEMENT IN
CONTRAST TO IT.  ALSO, HOW PEOPLE
USE THE SPACE NORMALLY CAN DICTATE
HOW THEY WILL INTERACT WITH
SOMETHING THAT APPEARS IN IT.  THE
USERS THAT THE FORM IS TO ENGAGE
COME WITH A STRING OF
REQUIREMENTS AS WELL.  IT IS THE
DESIGNER S RESPONSIBILITY TO
ADDRESS THE INTERESTS OF THE
AUDIENCE (WHAT WOULD SURPRISE
THEM?), TO PROTECT THEIR SAFETY,
AND TO BE ABLE TO RECORD THE
INTERACTION (IF THEY SO DESIRE).
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Art without convictions isnt good art
(PAINTERS PAINTING)
THE EXISTING SPACE IS PART OF A SERIES OF CONNECTED
CORRIDORS THAT WILL EVENTUALLY LINK MANY OF THE
BUILDINGS WEST OF MCKINLEY AVENUE ON BALL STATES
CAMPUS, THUS CREATING A PEDESTRIAN ROUTE THAT IS
PROTECTED FROM THE ENVIRONMENT.  BECAUSE OF THIS,
USE OF THE SPACE IS NOT LIMITED TO ARTS AND
JOURNALISM STUDENTS, BUT IS USED BY STUDENTS AND
FACULTY OF A VARIETY OF MAJORS (PLANS FROM BALL
STATE UNIVERSITY).
THE QUESTION WAS PRINTED ON THE PIECE OF THE INSTALLATION TO INTELLECTUALLY ENGAGE PASSER-BYS IN THE ISSUES
BEING INVESTIGATED IN THE PROJECT AND TO SOLICIT THEIR RESPONSE AS A WAY OF DOCUMENTING THEIR REACTION.  THE
WEB ADDRESS LISTED BELOW THE QUESTION SIMPLY PRESENTED A COUPLE OF PICTURES OF THE PROJECT AND REQUESTED
SOME INFORMATION ABOUT THE PEOPLE WHO TOOK THE INITIATIVE TO COMPOSE IT.  THE QUESTIONNAIRE ASKED SPECIFI-
CALLY ABOUT THE VIEWERS YEAR IN SCHOOL, MAJOR, IMPRESSION OF THE PROJECT AND IF/WHEN THEY BELIEVE THAT
ARCHITECTURE BECOMES SCULPTURE.  AFTER COMPLETING THE QUESTIONNAIRE THE VIEWERS WERE OFFERED AN OPPORTU-
NITY TO REVIEW OTHER PEOPLES RESPONSES TO THE SAME QUESTION.  THE WEBSITE RECEIVED A SUFFICIENT AMOUNT OF
HITS TO GAUGE THE GENERAL IMPRESSION OF THE STUDENTS (SEE APPENDIX A FOR A LISTING OF THEIR RESPONSES).
People arent interested in
an experience that tells
you everything you need to
know, youre more likely to
remember an experience
that you have to think
about
(LOHREN DEEG, MIDTERM REVIEW).
OF COURSE, EVERY DESIGNER WILL
PRIORITIZE THESE RESTRICTIONS (AS
WELL AS ANY OTHERS THEY PERCEIVE),
PLACING MORE WEIGHT ON THE ONES
THEY CONSIDER TO BE THE MOST
SIGNIFICANT.  CLEARLY INDIVIDUALS
WILL ANSWER ALL OF THE ISSUES
UNIQUELY.  EVERY THOUGHT, EVENT,
AND INDIVIDUAL YOU INTERACT WITH
INFLUENCES THE WAY YOU WILL
RESPOND TO FUTURE THOUGHTS,
EVENTS, AND PEOPLE.  THESE
PRESUPPOSITIONS ARE THE LENSES WE
SEE THINGS THROUGH, THEY WORK
TOGETHER TO SHAPE OUR PERCEPTIONS
AND THE WAY WE INTERPRET THEM.
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DESIGNING FOR EXPERIENCE
ADDRESSING THE LINE BETWEEN ARCHITECTURE AND SCULPTURE
 When the notion of art, and not only that of painting, will
have ceased to be conceived of as perceived, when the
mind will have ceased to project art as a notion to be
gazed upon, and art will be integrated in such a manner
that thought, instead of facing it, will be inside it; at which
point, it will cease to be among the things apt to be named
(SOLOMON 178).
JEAN DUBUFFET
CHAMBRE AU LIT SOUS LARBRE
ONE OF THE WAYS OF APPROACHING THE QUESTION ABOUT SPACES DESIGNED
FOR EXPERIENCE IS TO ANSWER A RELATED QUESTION, WHEN A SPACE IS DESIGNED
PURELY FOR THE EXPERIENCE OF ITS USERS IS IT STILL ARCHITECTURE OR DOES
IT BECOME SCULPTURE?
THIS IS AN EXPANDED POLYSTYRENE
SCULPTURE ALLOWING VISITORS TO
STROLL THROUGH MANY
ENVIRONMENTS, BOTH INTERIOR AND
EXTERIOR, A VERITABLE METAPHOR
FOR THE DEVELOPMENT OF THOUGHT
(SOLOMON 178-183).  MUCH OF
DUBUFFETS WORK SOUGHT TO BLUR
THE LINES BETWEEN BACK AND FRONT,
MASKED AND VISIBLE, PART AND
WHOLE.  HIS WORK IS ALSO AN
ADMIRABLE EXAMPLE OF SMUDGING
THE LINE BETWEEN ARCHITECTURE
AND SCULPTURE.
LIAM GILLICK
COATS OF ASBESTOS SPANGLED WITH
MICA (2002)
USING A COMBINATION OF TEXT AND
INSTALLATIONS, GILLICK PROVIDES
DOCUMENTATION OF THE WAY SOCIAL
AND ECONOMIC REALITIES ARE SHAPED
AND MANIPULATED.  HE HAS A VERY
VISUAL AWARENESS OF THE WAY
DIFFERENT PROPERTIES OF MATERIALS,
STRUCTURES AND COLOR CAN AFFECT
OUR SURROUNDINGS AND THEREFORE
INFLUENCE THE WAY WE BEHAVE
(LIAM GILLICK).  GILLICK SEEMS TO
BE AN ARTIST WORKING IN THE MEDIA
OF ARCHITECTURE.
(SOLOMON 178-183)
(LIAM GILLICK)
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Follies, to us, are prospective studies of future buildings;
elements of the sculptures can and will appear within our
upcoming projects (PAPADAKIS 78 - COOP HIMMELBLAU).
OSAKA FOLLIES
VARIOUS ARCHITECTURE FIRMS WERE
HIRED TO CREATE A SOCIETY OF
PLENTY AND CHARM FOR THE 21ST
CENTURY IN THE INTERNATIONAL
GARDEN AND GREENERY EXPOSITION
AT OSAKA (PAPADAKIS 78-81).  ARE
THEY ARCHITECTURE OR SCULPTURE?
JEAN-PIERRE RAYNAUD
ESPACE ZERO
CREATES A CERTAIN KIND OF
ATMOSPHERE; IT RESPONDS TO THE
SPECIFICITY OF PLACE WHILE
CONTINUING TO ENGENDER A SENSE
OF EMOTIONAL DISTURBANCE DESIRED
BY THE ARTIST (SOLOMON 220-
221).  RAYNAUD DESIGNED A SPACE
FOR HIS VIEWERS TO EXPERIENCE THAT
WAS ULTIMATELY BUILT DIRECTLY INTO
THE EXHIBIT DESIGN.  THIS WORK WAS
DESIGNED BY AN ARTIST, USING HIS
TRADITIONAL VOCABULARY.  IS IT
ARCHITECTURE OR SCULPTURE?
(SOLOMON 220-221)
(PAPADAKIS 78-81) (PAPADAKIS 78-81)
(PAPADAKIS 78-81)
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the process:
IT IS THE INTENTION OF THIS THESIS TO CREATE AN INSTALLATION TO
EXPERIENTIALLY ENGAGE PASSER-BYS IN AN EXISTING SPACE AND TO CREATE A
DIALOGUE ABOUT THE DIFFERENCE BETWEEN ARCHITECTURE AND SCULPTURE.
MODEL NO. 1 (SCALE ‰ = 1-0)
• REQUIRES TOTAL INITIATION ON THE PART OF THE INDIVIDUAL (LIMITED
AUDIENCE)
• POSITIONING IS GOOD
• MODULARITY IS UNDERLYING THEME
• EXPENSIVE, PROBLEMS WITH LIGHTING, AND IS TOO UNIDIRECTIONAL
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BUILDABILITY STUDIES (FULL SCALE CONNECTIONS)
• DEVELOPING A GREATER UNDERSTANDING OF THE NATURE OF THE MATERIALS
• TESTING A VARIETY OF FASTENING TECHNIQUES
• SEEMS VERY BULKY AT FULL SCALE, NEEDS TO BE THE SCALE OF THE HUMAN
HAND NOT JUST THE BODY
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WHY FIGHT THE BENCH?
• NO LONGER UNIDIRECTIONAL, LESS EXPENSIVE, FEWER LIGHTING PROBLEMS
AND SITE LIMITATIONS
• ALLOWS FOR AS MUCH INVOLVEMENT AN INDIVIDUALS PURSUE, CAN REACH A
BROAD RANGE OF AUDIENCES
MODEL NO. 2 (SCALE 1 = 1-0)
• NICE RELATIONSHIP TO THE BENCH
• TO VARY THE LEVEL OF CLOSURE/SHELTER IS A STRONG IDEA, PROJECTS
MOVEMENT
• TOO RIGID IN THE TRANSITION BETWEEN MEMBERS (PREDICTABLE AND
UNINTERESTING)
DRAWN BY LOHREN DEEG
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MODEL NO. 3 (SCALE ROUGHLY 1/8 = 1-0 AND 1= 1-0)
• NICELY PROJECTS THE DESIRED CHARACTER (ENERGY)
• DOES NOT TRANSLATE WELL INTO A LARGER SCALE
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MODEL NO. 4 (SCALE 1 = 1-0)
• NICE COMBINATION OF THE STRENGTH OF THE OTHER DESIGNS
• DEFINES MULTIPLE SPACES (AROUND THE BENCH, BEHIND THE STRUCTURE,
ETC.)
• INTERESTING COMPOSITION, FLEXIBLE ENOUGH TO ACCOMMODATE VARYING
SITES
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PHOTOGRAPH BY LOHREN DEEG
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MODEL NO. 5 (FULL SCALE)
• THE REALIZATION OF THE PROJECT AT FULL SCALE WAS CRITICAL TO UNDER-
STANDING THE EXPERIENCE THAT THE INSTALLATION WAS MEANT TO CREATE
• BUILDABILITY DICTATED SMALL ADJUSTMENTS TO THE DESIGN (MAINLY AT
POINTS OF CONNECTION)
• THE FULL SCALE VERSION BROUGHT TO VIEW SEVERAL FEATURES THAT COULD
STAND SOME FINE-TUNING
VIEW LOOKING DOWN ON THE FORM
the installation
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TYPICAL CUT SHEET
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PHOTOGRAPH BY LOHREN DEEG
PHOTOGRAPH BY LOHREN DEEG
PHOTOGRAPH BY LOHREN DEEG
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THE MICRO-SPACE THAT WAS CREATED BEHIND THE
INSTALLATION WAS VERY SUCCESSFUL IN THE SENSE THAT
IT WAS WIDELY TRAVELED BY STUDENTS.  THE NATURE OF
THE MATERIALS AND THE PROJECTS SCALE MADE THE
INSTALLATION VERY APPROACHABLE (IT WAS NEITHER TOO
DELICATE NOR TOO INTIMIDATING).
the dialogue
PHOTOGRAPH BY LOHREN DEEG
A KEY ELEMENT OF THE INSTALLATION
WAS A QUESTION (WHEN DOES
ARCHITECTURE BECOME SCULPTURE?)
AND A WEB ADDRESS PRINTED ON THE
PIECES TO INVITE WRITTEN COMMENTS
TO THE QUESTION (SEVERAL ORAL
COMMENTS WERE ALSO OVERHEARD
AND RECORDED).  THERE WERE
VARIOUS CATEGORIES OF RESPONSES
THAT EMERGED FROM THE QUESTION,
THEY WERE HINGED ON THE WAY THE
INDIVIDUAL WOULD DEFINE
ARCHITECTURE.  WHAT IS
INTERESTING IS THAT EVEN WITHIN
THEIR SOMETIMES NARROW
DEFINITIONS THERE IS PLENTY OF
ROOM FOR PERSONAL PERCEPTIONS,
AND TWO COMPLETELY DIFFERENT
RESPONSES COULD CITE THE SAME
EVIDENCE AS THEIR REASONING.
CONSIDER THE FOLLOWING RESPONSE.
ARCHITECTURE BECOMES SCULPTURE
WHEN IT DOES NOT SERVE AN
IMMEDIATE TANGIBLE FUNCTION.
ARCHITECTURE IS DESIGNED FOR USE
(WALLS, LIVING SPACE, WINDOWS).
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ART (SUCH AS SCULPTURE) HAS A
PURPOSE (BEAUTY, TO MAKE ONE
THINK, TO SEE THINGS IN A DIFFERENT
WAY) BUT NOTHING THAT IS
CONCRETE. ART IS FOR THE MIND AND
HEART. WHILE ARCHITECTURE MIGHT
BE BEAUTIFUL AND ALSO FILL MANY
CRITERIA OF ART IT GOES BEYOND TO
A PHYSICALLY FUNCTIONAL ASPECT.
THESE PIECES ARE SCULPTURE TO ME.
THEY MAY BE BASED ON
ARCHITECTURAL THEORIES BUT THEY
DO NOT HAVE A FUNCTION OTHER THAN
TO BE LOOKED AT OR DISCUSSED.
THEY ARE NOT TABLES OR WALLS OR
ETC.
THIS PERSON (A THEATER MAJOR 
WOULD A SET BE CONSIDERED
ARCHITECTURE?) HAS CLEARLY
DEFINED ARCHITECTURE AS RELATED
TO FUNCTION, AND BECAUSE HE/SHE
DOES NOT SEE A TANGIBLE FUNCTION
THEN THESE PIECES (APPEARS TO BE
PERCEIVED AS A SERIES OF PIECES,
AND NOT AS A WHOLE) ARE
SCULPTURE.  HE/SHE SUGGESTS THE
ABSENCE OF WALLS, LIVING SPACE,
AND WINDOWS AS EVIDENCE OF ITS
LACK OF FUNCTION.  ANOTHER
PERSON, INTERACTING WITH THE SAME
PIECE, COULD SEE IT AS NO MORE
THAN A TILTED WALL WITH SLANTING
WINDOWS FRAMING A MORE LIVABLE
SPACE AROUND A BENCH; EVEN WITHIN
THE DEFINITION OF ARCHITECTURE AS
RELATED TO FUNCTION, THERE IS ROOM
FOR MULTIPLE INTERPRETATIONS.
OTHER PEOPLES DEFINITIONS OF
ARCHITECTURE WERE RELATED TO THE
DEGREE OF SHELTER THAT IT
PROVIDES, THE RELATIONSHIP TO THE
SITE, OR THE PROCESS THE DESIGNER
USED TO ARRIVE AT A SOLUTION.
THERE IS A QUESTION ABOUT
SETTING OF THE ARCHITECTURE. ID
CONSIDER YOUR PROJECT BOTH, BUT
THE SPACE THAT IT OCCUPIES, ITS
MORE SCULPTURE. BUT IT STILL HOLDS
ONTO ARCHITECTURE BECAUSE OF THE
EXPERIENCE AND THE DESIGN PROCESS
THAT YOU WENT THROUGH IN
CONSIDERING ITS DESIGN.
ARCHITECTURE, IN MY OPINION, GOES
DEEPER INTO SITE CONSIDERATION AND
HUMAN INTERACTIONS.
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participants, who bring their own meanings and
interpretations as they interact with the piece (ZHEN).
PHOTOGRAPH BY LOHREN DEEG
PERHAPS ARCHITECTURE IS JUST
SCULPTURE THAT SEEKS TO ANSWER
MULTIPLE QUESTIONS AND ADDRESS
MULTIPLE ISSUES IN A TANGIBLE WAY
FOR THE PERSON TO WHOM THEY
CONCERN.
PERHAPS THE MOST TELLING
RESPONSE IS FROM AN ARCHITECTURE
MAJOR THAT JUST IS NOT SURE:
I HAD TROUBLE WITH THE QUESTIONS
AS TO WHETHER THIS IS ARCHITECTURE
OR NOT.  TECHNICALLY IT DEFINES A
SPACE, BUT IT IS SO SCULPTURAL MOST
OF THE SPACE IS INFERRED.
IN REVIEWING THE RESPONSES IT
BECOMES CLEAR THAT PEOPLE TOOK
DIFFERENT ROUTES IN ARRIVING AT
THEIR ANSWERS.  AN ACCOUNTING
MAJOR ACTUALLY LOOKED UP
DEFINITIONS FOR THE WORDS, WHICH
CHALLENGED HIM/HER BECAUSE THE
DEFINITIONS DID NOT LINE UP WITH
HIS/HER PRECONCEIVED
UNDERSTANDING.
MY FIRST REACTION WAS THAT
ARCHITECTURE BECOMES SCULPTURE
WHEN IT CEASES TO BE PRACTICAL.
HOWEVER, SCULPTURE IS ART AND A
DEFINITION OF ART INCLUDES THE
CONSCIOUS ARRANGEMENT OR
PRODUCTION OF SOUNDS, COLORS,
FORMS, MOVEMENTS OR OTHER
ELEMENTS IN A WAY THAT AFFECTS THE
AESTHETIC SENSE. SO IN THIS WAY,
SCULPTURE AND ARCHITECTURE ARE
SIMILAR. THEY BOTH PRODUCE THREE-
DIMENSIONAL OBJECTS SOME
PRACTICAL, SOME NOT.
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People influence and
change the environment as
it influences and changes
them
(FISHER 266).
AFTER A WEEK ON THE SITE THE INSTALLATION EVIDENTLY
BECAME PART OF THE STANDARD LANDSCAPE OF THE
CORRIDOR, AS DEMONSTRATED BY THE FLIERS THAT WERE
STUCK IN THE CRACKS AND TACKED TO IT.
MOVING THE INSTALLATION TO A DIFFERENT SITE OF COURSE CALLED FOR SOME CHANGES.  UNFORTUNATELY THE USE OF THE
SPACE ALLOTTED WAS NOT IDEAL.  HAVING THE PROJECT NESTLED IN TO A CORNER DID NOT ALLOW FOR THE TYPE OF
INTERACTION IT WAS DESIGNED FOR (PEOPLE COULD EASILY LOOK AT IT, BUT OPPORTUNITIES TO ENGAGE IT  PARTICULARLY
AS YOU WALK THROUGH AND PAST IT, WERE LIMITED).  WHAT WAS MOST INTERESTING IS THAT PEOPLE IN THE ARCHITECTURE
BUILDING FELT THE FREEDOM TO MOVE THE PIECES AS THEY SAW FIT, AND CREATE THEIR OWN SPACES, LIKE THE ONE SHOWN
ABOVE.
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AS A PERSON APPROACHES THE SITE FROM CONNECTING
CORRIDORS THERE ARE PARTIAL VIEWS OF THE
INSTALLATION THAT HAVE THE ABILITY TO BEGIN THE
ONLOOKERS MENTAL DIALOGUE.  THE QUESTION PRINTED
ON THE INSTALLATION ANSWERS SOME OF THE VIEWERS
QUESTIONS (WHY IS IT HERE?) BUT ALSO STIRS
ADDITIONAL QUESTIONS.  IT IS DIFFICULT TO BELIEVE
THAT ANYONE WOULD BE ABLE TO USE THE CORRIDOR
WITHOUT NOTICING THE INSTALLATION, NONETHELESS,
THE MAJORITY OF PASSER-BYS MOVED RIGHT THROUGH
THE SPACE WITHOUT ANY INDICATION THAT THEY WERE
INTERESTED IN THE PROJECT.  IT WOULD BE EXCITING TO
KNOW IF PEOPLE WERE THINKING ABOUT THE QUESTION/
PROJECT EVEN AS THEY APPEARED UNINTERESTED.
PHOTOGRAPH BY LOHREN DEEG
ON THE OTHER HAND, MOST PEOPLE
RESPONDED DIRECTLY FROM THEIR
EXPERIENCE WITH SCULPTURE AND
ARCHITECTURE.
I DONT KNOW WHEN ARCHITECTURE
BECOMES SCULPTURE, BUT YOU ARE
DEFINITELY TESTING THE LINE...IF IN
FACT THERE IS A LINE.  I HAVE ALWAYS
THOUGHT OF SCULPTURE AS
SOMETHING THAT IS THIS BIG PILE OF
WEIRD STUFF THAT YOU HAVE TO
INTERPRET...AND THEN OF COURSE
THERE IS THE TYPICAL STATUE OR THE
GUY THAT MADE TOILETS ART...WHO
KNOWS IT SEEMS TO ME THAT
ANYTHING CAN BE ART IF YOU WANT
IT TO BE, SO IF YOU WANT THIS TO
BE A SCULPTURE THEN IT IS!
CLEARLY THE DIFFERENCE BETWEEN
ARCHITECTURE AND SCULPTURE IS NOT
A UNIVERSALLY DEFINED ONE.  THE
DIVERSITY OF ANSWERS CONFIRMS
THAT THERE IS NOT A DISTINCT LINE.
THIS PROJECT HAS BROUGHT OUT
SOME KEY ISSUES ABOUT THE WAY TO
LOOK AT ARCHITECTURE.  EVERY
PROJECT IS AN OPPORTUNITY TO
CREATE AN EXPERIENTIALLY ENGAGING
SPACE (BEARING IN MIND THE NEED
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FOR HIERARCHY AMONG DESIGNED
SPACES).  IT IS NOT JUST ABOUT AN
ARCHITECT INTERACTING WITH HIS/
HER CLIENT, BUT ABOUT SPACE
INTERACTING WITH THE INDIVIDUALS
THAT USE IT.  ITS ABOUT ENGAGING
PEOPLE WITH AN ENVIRONMENT THAT
IS NOT JUST THE BACKGROUND TO
THEIR EXPERIENCES, BUT A PART OF
THEM.
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appendix a:
THE FOLLOWING IS A COLLECTION OF
RESPONSES GATHERED FROM THE
WEBSITE (WHICH WAS PRINTED ON
THE INSTALLATION) AND/OR HEARD IN
PASSING ON THE SITE.
When does architecture
become sculpture?
ARCHITECTURE IS A SCULPTURAL
HABITAT.  BUILDINGS SHOULD ALWAYS
BE LOOKED AT AS ART AND GIVEN THE
SAME PERSONALITY AS ART. I AM
INTRIGUED BY THE PROJECT.  I KEEP
LOOKING FOR WAYS THAT THE PIECES
PROGRESS AND CONNECT. EACH TIME
I SEE IT, I SEE NEW ANGLES AND
DIMENSIONS. [LANDSCAPE
ARCHITECTURE MAJOR]
I THINK ARCHITECTURE BECOMES SCULPTURE WHEN THE THOUGHT PROCESS
GOES BEYOND FUNCTION TO FORM. ARCHITECTURE HAS TO REACH OUTSIDE
ITS OWN LIMITS TO BE SCULPTURE. SOMEONE LIKE VICTOR HORTA I WOULD
SAY BROUGHT ARCHITECTURE AND SCULPTURE TOGETHER. BEYOND THAT I THINK
OF SCULPTURE AS AN ART AND ART IS SOMETHING THAT IS MORE ORIGINAL,
ARCHITECTURE IS HARD TO CLASSIFY AS SCULPTURE BECAUSE OF THE SPECIFIC
SIZES OF DOORS, WINDOWS, AND THE FUNCTION IT NEEDS TO PERFORM. I
WOULD SAY THAT MOST ARCHITECTURE IS NOT SCULPTURE BUT THAT ARCHITECTURE
COULD BE SCULPTURE IF IT BROKE SOME BOUNDARIES SET BY STANDARDS
OFTEN TIMES AN ARTIST HAS TO GO BEYOND FORM AND PUT IN PERSONAL
TOUCHES... WHICH IS WHY MAKING SOMETHING AS BIG AS A BUILDING SCULPTURE
IS PROBABLY NOT AS FEASIBLE AS ONE MIGHT THINK. [GRAPHIC DESIGN MAJOR]
THE DIFFERENCE BETWEEN
ARCHITECTURE AND SCULPTURE
RESULTS FROM THE DIFFERENCE OF
THE PROFESSIONS OF THE DESIGNERS;
THEY ARE TRAINED DIFFERENTLY, THEY
DESIGN TO MEET DIFFERENT
REQUIREMENTS. [ELEMENTARY
EDUCATION MAJOR]
ARCHITECTURE ALWAYS IS SCULPTURE. THEY ARE NEVER MUTUALLY EXCLUSIVE.
IT WOULD NOT BE A TERRIBLE FATE IF YOU WOULD DROP THE WORD ARCHITECTURE
OR DROP THE WORD SCULPTURE. IF A STRUCTURE CANT CARRY A LIVE LOAD
SAFELY, AND IT IS SUPPOSED TO, THEN GO BACK AND REWORK IT. THESE ARE
GREAT MATERIAL SKETCHES. THIS WORK HAS TO BE DONE BEFORE A VIABLE
STRUCTURE OR SCULPTURE IS COMPLETE. THIS IS NOT TO SAY THAT THIS WORK
DOES NOT STAND ON ITS OWN CONCEPTUALLY AND MATERIALLY. WHAT ARE YOU
TRYING TO ACHIEVE? YOU HAVE ACHIEVED SOMETHING. I LIKE THE APPARENT
SEQUENTIAL RELATIONSHIP BETWEEN THE STRUCTURES. IF THIS IS RESEARCH OF
SOME SORT, IT HAS TO BE A GREAT START. [INDUSTRY AND TECHNOLOGY STAFF]
ARCHITECTURE BECOMES SCULPTURE
WHEN IT DEVIATES FROM THE RIGHT
ANGLE NORM. IT CAN ALSO BECOME
SCULPTURE WHEN IT MAKES YOU THINK
ABOUT THE INTENT AND USE. THIS
PROJECT MADE ME WONDER WHAT
KIND OF PERSON DESIGNED IT AND
WHAT THEY WERE THINKING WHEN
THEY DESIGNED IT. THE PROJECT
SCREAMS CREATIVE AND THINKING
OUTSIDE THE BOX. [ACCOUNTING
MAJOR]
WHOA, WHAT A CUTE LITTLE HOUSE!
[OVERHEAR COMMENT, MAJOR
UNKNOWN]
PERHAPS ARCHITECTURE IS JUST
SCULPTURE THAT SEEKS TO ANSWER
MULTIPLE QUESTIONS AND ADDRESS
MULTIPLE ISSUES IN A TANGIBLE WAY
FOR THE PERSON TO WHOM THEY
CONCERN. [MAJOR UNKNOWN]
I THINK THE CENTRAL DIFFERENCE IS
IN THE CLIENT; ARCHITECTS ARE
TYPICALLY MEETING THE NEEDS OR
ANOTHER PERSON, WHILE ARTISTS ARE
OFTEN WORKING ON THEIR OWN
WHIM. [MAJOR UNKNOWN]
Where did the design come
from?  It looks like its
disintegrating.
[ARCHITECTURE MAJOR]
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There is no pure answer.
Personal aesthetics and
preferences will present a
biased opinion.
[DANCE MAJOR]
ALL ARCHITECTURE IS SCULPTURE.  SOME IS MORE INTERESTING TO LOOK AT
THAN OTHERS; MOST ART IS THAT WAY. I LIKE THE WAY THE PIECE BUILDS UPON
ITSELF. THE GRADUAL DELETION OF SPACE LEADS THE VIEWER INTO THE
PIECE AND CARRIES THE VIEWER THROUGH IT. THE FOURTH PIECE (COUNTING
FROM THE LEFT) IS MY FAVORITE. [ELEMENTARY EDUCATION MAJOR]
ARCHITECTURE IS A FORM OF
SCULPTURE.  ANYTHING IN OUR
TANGIBLE WORLD IS SCULPTURE:
SOMETHING WE CAN TOUCH, HOLD,
FEEL, SEE, AND EXPERIENCE. BECAUSE
ARCHITECTURE IS ALL AROUND US,
MANY OVERLOOK ITS SCULPTURAL
ELEMENTS, IT REMAINS SCULPTURE
NONETHELESS.  [PAINTING MAJOR]
THERE IS A QUESTION ABOUT SETTING
OF THE ARCHITECTURE. ID CONSIDER
THE PROJECT BOTH, BUT FOR THE
SPACE THAT IT OCCUPIES, ITS MORE
SCULPTURE. IT STILL HOLDS ONTO
ARCHITECTURE BECAUSE OF THE
EXPERIENCE AND THE DESIGN PROCESS
ARCHITECTURE, GOES DEEPER
INTO SITE CONSIDERATION AND
HUMAN INTERACTIONS.
[ARCHITECTURE MAJOR]
ARCHITECTURE BECOMES SCULPTURE
WHEN THE ARCHITECTURE DOES NOT
HAVE A DEFINITE FUNCTION.  (SHOULD
BE OBVIOUS TO THE USER). I ALSO
WISH THAT THE PIECES WERE
CONNECTED PHYSICALLY IN SOME WAY.
EVEN IF THE FINAL PIECE COULD BE
CONSIDERED ARCHITECTURE BECAUSE
IT CREATES AN ENCLOSURE, THE FIRST
FOUR PIECES I FEEL ARE PURE
SCULPTURE BECAUSE THEY LEAD UP TO
THE ACTUAL ARCHITECTURE.
[ARCHITECTURE MAJOR]
TO ME, SCULPTURE IS JUST A WORK OF ART.  ARCHITECTURE GOES BEYOND THAT
TO BE A WORK OF ART WITH A PURPOSE, I.E. DEFINES SPACE. BOTH ARE
CREATED BY FORMATION OR CONSTRUCTION AS THE RESULT OF A CONSCIOUS ACT
TO EXPRESS FEELINGS, MAKE A STATEMENT AND/OR CREATE DISCUSSION, BUT
ARCHITECTURE SERVES A PRACTICAL FUNCTION.  THE DERIVATION OF THE
FORM IS INTERESTING AND CREATES A UNIQUE EXPERIENCE. I HAD TROUBLE
WITH THE QUESTION AS TO WHETHER THIS WAS ARCHITECTURE OR NOT.
TECHNICALLY IT DEFINES A SPACE, BUT IT IS SO SCULPTURAL MOST OF THE SPACE
IS INFERRED. IT IS VERY SCULPTURE-LIKE IN THE SENSE THAT ONE DOES NOT
ENGAGE WITH MOST OF THE PIECES BEYOND VISUAL, AND POTENTIALLY TACTILE.
I DO THINK IT IS ARCHITECTURE THOUGH. [ARCHITECTURE MAJOR]
ARCHITECTURE HAS A SPECIFIC
RELATIONSHIP TO ITS
ENVIRONMENT THAT IS NOT ALWAYS
THE CASE WITH SCULPTURE.
[LANDSCAPE ARCHITECTURE MAJOR]
CLEARLY THE DIFFERENCE BETWEEN ARCHITECTURE AND SCULPTURE IS NOT A
UNIVERSALLY DEFINED ONE. SOME WOULD SAY FUNCTION DEFINES ARCHITECTURE,
BUT THAT ONLY EVADES THE QUESTION BECAUSE THEN YOU MUST ALSO DEFINE AN
ARCHITECTURAL FUNCTION. PERHAPS THE CLASSIFICATION OF ARCHITECTURE IS
RELATED TO THE CONCEPT OF SHELTER AND PROTECTION FROM THE ELEMENTS,
BUT THERE ARE DEGREES OF PROTECTION, AND EXACTLY WHICH (AND HOW
MANY) ELEMENTS MUST ARCHITECTURE ADDRESS? PERHAPS YOU UNDERSTAND
IT AS WHAT IT IS (ARCHITECTURE OR SCULPTURE) BECAUSE OF THE
PERSPECTIVE FROM WHICH YOU SEE IT. IF YOU PERCEIVE IT AS FUNCTIONAL
(CREATING A MORE INTIMATE SPACE) YOU WOULD CALL IT ARCHITECTURE, BUT IF
YOU PERCEIVE IT AS DECORATIVE, EMOTIONALLY INTERESTING, AND/OR JUST
MAKING A STATEMENT (AN INTERVENTION IN A REGRETTABLY STERILE
ENVIRONMENT), THEN YOU MIGHT CALL IT SCULPTURE. [ARCHITECTURE MAJOR]
ARCHITECTURE BECOMES SCULPTURE
WHEN IT IS FREESTANDING AND
ARRANGED IN WAYS PREVIOUSLY
UNSEEN OR RARELY SEEN AT ALL.
[ELEMENTARY EDUCATION MAJOR]
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